Over the last several decades there has developed among scholars an increasing willingness to examine the many possibilities that existed for the oral performance of non-epic poetry in the song culture of the early Greek world. 1 However, perhaps because archaic lyric and elegiac poets are often considered to have been individual artisans displaying unique brands of creativity, philosophy, and emotion, 2 there has been an unfortunate reluctance by scholars to delve beyond the ancient performance arena itself and consider how other aspects of the poetic process are themselves indebted to oral traditional practices. In a recent monograph, I attempted to redress part of this scholarly imbalance by demonstrating that much of archaic Greek elegy should be viewed in light of the oral-formulaic techniques that lay at its compositional core (Garner 2011). In this essay I would like to build on those earlier arguments in order to raise the possibility that Sappho's stanzaic poetry also might be understood as oral, traditional, and even formulaic.
points to the same thing for Sappho and Alcaeus. Yet while we may feel some doubt as to the way in which they made their verses, there is not the least doubt that their poetic language was drawn from an oral tradition: only in an oral poetry does one ever find such a variety of forms that have each one its own metrical value.
For Parry it was this last distinctive characteristic of coexisting metrical by-forms and the corresponding thrift with which they were employed that constituted firm evidence that a given poet was working within a formulaic oral tradition. 3 But since the output of poets such as Sappho and Alcaeus was not preserved in large enough quantities for such analysis to be conclusive in the same way that it was for Homer, Parry made no further effort to detail any possible relationship between the Lesbian poets and oral-formulaic compositional techniques, and in fact only a handful of other scholars since Parry's time have pursued the issue in any depth, either in relation to Sappho specifically or with respect to early Greek lyric more broadly. 4 Instead, the few recent attempts to analyze the relationship between lyric and oral traditional poetic techniques have tended either to proceed in the quite problematic direction of exploring intertextual parallels between lyric and epic 5 or to limit their analysis to diachronic issues of metrical development. 6 The result, then, has been that some scholars have dismissed altogether the oral traditional nature of such poetry while others have accepted the idea of a predominantly oral context for performance and transmission of the poems but have done so without taking the additional step of considering the specific expressive means by which these poems achieved their desired effects within such traditional arenas. 7
Sappho and Oral Performance
Before we look into the specifics of traditional compositional techniques used by Sappho, what can we first say with certainty concerning the original performance arena for her poems? We know from both internal and external testimonia, for instance, that the usual means for presenting lyric poetry to an audience in archaic Greece involved active performance, with performance modes varying from monodic to choral and with instrumental accompaniment (or the lack thereof) further helping to define the performance arena. 8 For Sappho in particular this connection between music and poetic production is made even stronger by the depictions of the poet within archaic and classical vase painting, where musical instruments and singing play prominent roles, even when Sappho is pictured as reading the poetry from a book while sitting. 9 Positioning Sappho's works within a more specific performance frame, though, is a much more difficult task. On one end of the spectrum, it has been argued that the majority of Sappho's poems must have been private monodic poems for limited audiences within an intimate thíasos and that much of the significance of the poems is thus hidden from anyone outside that original religious group; however, it has also been put forward that Sappho's poems, however intimate they may seem, were actually the remains of great choral activity on the island of Lesbos and that their content should be viewed primarily with this larger audience in mind. 10 Unfortunately scant evidence remains as a basis for such speculation, and in all likelihood many of Sappho's songs were probably performed and re-performed in a variety of different contexts such as weddings and funerals where the line between private and public would have already been blurred for the audiences involved. However, even if we imagine these poems as being performed for the most intimate of audiences, it is quite clear-as André Lardinois (2008) has observed-that Sappho herself imagined her own fame and that of her subjects as carrying on through the memory of her poetry's actual performances rather than through its textualized transmission. 11 Nevertheless, at least in the cases of the poems that have survived to us today, textualization did indeed enter into the picture at some point. When and how this process occurred is, however, unknown, though at least three possible scenarios exist:
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(1) Sappho's poems were originally performed and transmitted orally (whether or not previous written composition was involved) before being fixed in written form at a much later point.
(2) Sappho's poems were originally performed orally and were written down quickly afterward by Sappho herself or another individual present as either a performer or an audience member.
(3) Sappho's poems were originally composed as written works and were always transmitted as such.
Scenario 1 is closest to the view held by scholars such as Nagy (1990b) and Gentili (1988:19) who view the fossilizing of lyric poetry in written form as a product of cultural change that occurred only later in the Greek world, with few readers of poetry existing in large numbers before the fifth century. 12 Under such circumstances, the transition of works into written form would be rather separate from the original processes of poetic composition and performance; accordingly, poets such as Sappho would rarely have been composing with the idea of written dissemination of their works as a primary goal. Instead, the impetus for such textualization would have been likely to arrive from an external source, perhaps in Sappho's case as the result of prominent families on Lesbos wishing to create poetic texts as possessions that heightened their status by strengthening their connections to the poet. 13 On the other hand, Scenarios 2 and 3 imagine Sappho herself as the motivating force behind our texts, with the qualitative difference between the two scenarios being only whether the written words were initially the scripts or the revisions of the original performances. 14 The pre-existence of written texts might seem especially likely if we view Sappho's output as primarily choral, since textualized versions might act as aids for teaching complex pieces to a company for singing and dancing in a group performance, but comparative evidence has shown that even choral output regularly occurs without reliance on writing. 15 One might also point to the lack of internal and external references linking written composition with Sapphic poetry as evidence that standardized written texts came only later, but such evidence is regularly lacking for the entirety of the early Greek poetic corpus and could simply be coincidental or the byproduct of lyric poems being primarily situated in the oral performance arena. In any case, it is now impossible to determine at exactly what point writing entered into the composition or transmission of Sappho's poetry, and the very fact that her output has survived to us through such a variety of sources-including literary quotations, inscriptions, and scattered papyri-indicates that the circumstances of textualization may have varied quite a lot from one poem to the next.
But although we cannot now locate the specific role of writing in the history of our surviving texts, wherever and whenever the written word came into the poetic process it did soas we have seen-within an environment where the oral performance of poetry must still have been common and probably even the norm, and it is ultimately the societal expectations of these original audiences (rather than the written or oral nature of the compositional process itself) that would have been more likely to determine the particular mode of expression that Sappho employed to communicate meaningfully among her contemporaries. Even if those closest to the poet could appreciate her art through written texts, many of Sappho's poems seem to have gained fame quickly throughout the Greek world in locations far removed from their original production, and the dominant aesthetic that would have unified these widely diverse audiences would have been one steeped in oral performance along with the interpretive frame that it provided. For any given tradition, it is always possible for the boundaries themselves between oral and written to become blurred, or even for oral composition to give way entirely to the written mode. However, as long as the context of oral performance remains intact, the process of creating meaningful art will continue to make use of many enabling devices from the traditional compositional register. As Foley has maintained (1999:17) , "since these forms constitute a real and singularly expressive language, rather than a standard kit of handy compositional tools, there is no reason why they should immediately cede place to an entirely new, unrelated mode of expression." Indeed, the persistence of these traditional forms of oral communication must have been especially important in ancient Greece, where the general acquisition of literacy was a particularly slow and uneven process, and it becomes even more likely that whatever success Sappho attained in her poetry was arrived at only by the meshing of her own individual genius with what must have been a thriving and pervasive oral tradition on the island of Lesbos around the beginning of the sixth century. 16
Traditional Structuring Techniques in Lesbian Stanzaic Poetry
Our driving question thus moves away from whether or not Sappho used writing to compose her poetry and focuses instead on what techniques of oral traditional composition she might have employed and to what degree she might have relied on them to infuse her poems with meaning accessible to a wide range of audiences. As a starting point for investigating such issues, we might note that in both early Greece and traditions from around the world, one of the most common characteristics of oral and oral-derived poetry is the regularity with which it Within such a system, the first phraseological element starts at the beginning of the line and continues on to one of four possible stopping points (A 1-4), after which the next unit continues on until one of the two possible mid-line juncture points (B 1-2); the third element then starts from one of these two positions and fills out the line up to either the hepthemimeral caesura or bucolic diaeresis (C 1-2), with a final phrase then completing the rest of the hexameter. Similarly, early Greek elegy also displays four-part structuring tendencies in both the hexameter and so- 
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As it turns out, Lesbian stanzaic poetry also exhibits regularized structuring principles for its phraseology, though the organizational patterns differ somewhat from those found in early Greek epic and elegy. 20 On the island of Lesbos, rather than lines comprising four separate phraseological parts, it is tripartite structures that dominate the various poetic forms. There are of course some Aeolic meters that do not seem to be organized in three parts, 21 and in some cases the evidence is too fragmentary to determine any underlying structural tendencies, but in general the three-part division is the one that dominates the poetic landscape. 
21
At least some counter-examples to such Lesbian tripartite structuring still show regularized phraseological organization. For instance, the possible Lesbian folksong quoted by Hephaestion (Campbell 1982:171-72 [Sappho fr. 168B]) does not adhere to the three-part structuring tradition and instead seems to consist of only two phraseological elements that balance each other out on each side of the line: δέδυκε μὲν ἀ σελάννα καὶ Πληΐαδες· μέσαι δὲ νύκτες, παρὰ δ' ἔρχετ' ὢρα· ἐγὼ δὲ μόνα καθεύδω.
Such structuring, however, seems to have been the exception rather than the rule, and it had very little influence on Lesbian poetry as a whole.
criticized is the distinction of καὶ γὰρ as a self-contained unit. However, such employment is quite common in Homer where the phrase appears 28 times as the introductory colon in the hexameter. Thus, even in a most basic form, Lesbian poetry has the ability to arrange itself in what our evidence is displaying as a quite pervasive traditional structure for early Greek non-epic poetry in general.
More important for our purposes here, though, are the structures of the most influential verse forms of Lesbian poetry-the Alcaic and Sapphic stanzas. Unfortunately there is not enough extant poetry of these forms to produce exact colometry schemes such as those given for the hexameter and elegiac couplet, but the overall structuring methods in these stanzaic forms are still quite apparent. First, in the Alcaic stanza we have a regularized tripartite scheme. Though these divisions are easy enough to make in each surviving fragment that we have, I here provide only a few of the more straightforward examples taken from the work of Alcaeus: 25 The above divisions are based first on major syntactic divisions and a practice of keeping together inseparable prepositive and postpositive elements, and in those cases where juncture points are still uncertain, my methodology has been whenever possible to compare the Alcaic phraseology with similar recurring elements that fill out entire cola in other archaic Greek meters or to make divisions on the basis of syntactic parallels if the phrase (or sometimes the individual word) is not found elsewhere as a unit. 26 Though the results may seem a bit subjective, it is worth noting that every Alcaic stanza that has survived to us from archaic Lesbos can be divided in this tripartite fashion. Finally, the structuring of the Sapphic stanza is slightly more complex. The first two lines of each stanza consistently divide into three portions just as do their Alcaic counterparts, but the third and fourth lines-in actuality a single line as far as metrical analysis is concerned 27 -together comprise four semantic units. Again, the following examples (which I present with the third and fourth lines combined but with their conventional line numbering) are representative: 
ἀλλὰ τυίδ' ἔλθ', αἴ ποτα κἀτέρωτα τὰς ἔμας αὔδας ἀίοισα πήλοι ἔκλυες, πάτρος δὲ δόμον λίποισα χρύσιον ἦλθες Such overriding of paratactic structuring tendencies should not surprise us greatly, though, since even in Homer we find internal expansion as a method by which the poet added flexibility to his verse form. 31 The phraseological expansion in Sappho is made even more interesting since it occurs in that portion of the verse that is most similar to the epic hexameter in general, both in terms of length (and its attendant four-part divisions) and with respect to rhythm (with the possibility of a concluding adonean in both poetries). Further, even though the partitioning systems in Lesbian lyric may seem less rigid than those that can be defined for other early Greek meters, we should also remember that the Sapphic and Alcaic stanzas allowed much less
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29 That the expanded units should be viewed as integral and not as two separate units is assured in at least two of these cases by similar phrases occurring elsewhere in early Greek poetry, with δάμνα . . . θῦμον paralleled by θυμὸν ἐδάμνα (a Homeric line-ending at Iliad 14.439) and λίποισα . . . ἦλθες being similar (though with a reversal of lexemes) to ἦλθε λιπὼν (Scutum 81). 30 Campbell's translation is based on the emendation ἄψ σ' ἄγην ἐς ὰν. . . . 31 Cf. Hainsworth 1968:74-109 where Ch. 6 is devoted to the expansion of Homeric formulas in general and Ch. 7 discusses particular formulas with elements separated by variable units. flexibility metrically than did the hexameter or elegiac couplet, where alternations between dactyls and spondees are commonplace. In fact, because of the few metrical variations allowed within the Sapphic stanza, the number of different possible metrical types for its colon-length phrases (34) is quite comparable to that found in the Homeric hexameter (26), and the number actually employed within the Sapphic corpus is limited even further with only 24 attested variations. The structuring of phraseology within Lesbian stanzaic poetry, then, seems to be leading us further down the path of viewing Sappho's work as being even more steeped in traditional processes than it might first appear.
Traditional Phraseology in Sappho
But even if the stanzaic verse forms employed by Sappho had the capacity to make use of traditional phraseology, do we have any evidence that she indeed used such phrases in oral traditional-or even formulaic-ways? As we have already seen, even though Lesbian stanzaic poetry does exhibit several metrical by-forms, not enough poetry of this type remains to demonstrate any possible thrift that would be in line with the oral-formulaic practices apparent in other early Greek poetic genres. Additionally, we might look for similarities between the stanzaending internal expansion techniques in Sappho and the traditional practice of tmesis in the Homeric hexameter, 32 but this approach also ultimately leaves our main question unanswered. We might, however, attempt to locate any formulaic usage in Sappho through the regularity with which traditional colon-length phrases are placed within her stanzas. As O'Neill (1942) showed long ago for the early Greek hexameter, poets using oral-formulaic techniques tend to employ systematic-though not completely universal-placement of phraseology at specific positions within the verse. 33 Again, not enough Lesbian poetry remains for us to determine whether Sappho was regularly consistent herself in the localization of formulas. But we can, on the other hand, check to see whether there are similarities between the metrical placements of formulas shared by Sappho and early Greek epic, with any correspondences between the two poetries not only adding to our evidence that Sappho was employing oral-formulaic verse-making techniques but also indicating that she was doing so through a lyric tradition that was interacting with-and not just parallel to-its epic counterpart.
But what do we mean by "formula" when we are talking about phraseology shared between two different meters? Traditional definitions of formula for Greek poetry are all meant to analyze phraseology occurring within a given verse form and are therefore difficult to apply beyond that single meter. 34 For that reason, I have previously proposed a different type of formula-the lexical formula-that allows for comparison among various metrical forms. As I defined it in a previous study aimed at comparing Greek epic and elegiac forms (2011:21), a lexical formula is "a group of two or more lexemes that appear together regularly in order to fill out completely a traditionally defined colon or cola either by themselves or in conjunction with prepositive or postpositive words." 35 Any set of phraseology found to meet this definition will consist of only the most systematic and mechanical elements that could be determined to be shared by different poetries, but even though it will be inadequate for demonstrating the full flexibility of a traditional system at work, it can at least provide a glimpse of just how regularized Sappho's traditional diction is.
I have listed in the appendix the lexical formulas shared by early Greek epic and Sappho's stanzas. 36 Though only 15 assured examples of shared lexical formulas can be gleaned from the small amount of surviving poetry, the patterned usage is almost startling in its regularity:
1) For single-colon-length phrases in epic, their positioning in the hexameter is nearly always mirrored directly in the Sapphic stanza.
A) If a lexical formula is primarily localized at the first, second, or third position within the hexameter, it tends to appear as the first, second, or third element respectively within an individual line in the Sapphic stanza as well. 37 B) If a formula is primarily localized at the end of a hexameter, it will tend to appear as the final element in a Sapphic stanza line as well. 38 35 Within this definition, metrically nonequivalent forms, dialectal by-forms, and differently prefixed verb forms are all able to be considered part of the same formula family. Such allowances are especially important for comparison of Lesbian and Homeric poetry, as the study of formula families variously employing isometrical or metrically non-equivalent Aeolic and Ionic forms could have further ramifications for investigations into the diachronic development of the respective verse forms. For the application of this system to early Greek elegy, see Garner 2011:21-38. 36 In the appendix and the discussion that follows, the following editions of hexameter works have been used: Monro and Allen 1920 (Iliad), Allen 1917 (Odyssey), Allen et al. 1936 
(Homeric Hymns), West 1966 (Theogony), Solmsen 1970 (Works and Days, Scutum).
37 Such is the case for three of the four lexical formulas primarily localized in the hexameter at a non-final position. The one formula not fitting into this pattern appears at Sappho 1.13, where ὦ μάκαιρα acts as the final element in the line but its closest parallel, ὦ μάκαρ, appears in a line-initial position at Iliad 3.182. However, even in this case, it is possible that Sappho is mirroring hexameter usage, as the plural μάκαρες often appears by itself as the third unit in a Homeric line.
localization occurs consistently at the end of both tripartite 39 and four-part lines, 40 and it may even be a final element of a stanza that then undergoes internal expansion. 41 ) 2) Phrases filling out two cola together in the hexameter appear in line-initial position within the Sapphic stanza. 42 Of these patterned employments, perhaps the most interesting is the localizing of hexameter lineending units within the various possible line-final environments of the Sapphic stanza, as such usage shows the Sapphic tendency to prioritize line position over metrical environment. Also, it should be stressed that even though the patterns given above show how hexameter formulas adapt to their Sapphic environment, we could also express the relationship in the opposite direction to demonstrate how Sapphic formulas localize into the hexameter. If the two types of poetry were actively sharing formulaic phraseology-as indeed seems to be the case-the likelihood would not be that one genre provided the diction for another in a hierarchical fashion but instead that there was a common poetic language that continually evolved and situated itself within the specific needs of any individual performance context or poetic form; the degree to which two different poetries had similar diction would be directly related to the amount of contact the practitioners and audience members of one genre had with the other. Consequently, I would suggest that the high correspondence rates for Sappho and epic were caused much more by Sappho's contemporaries being fluent in two different but related poetic idioms rather than through any wish by the poet to emulate Homer or other hexameter poets in particular.
Sappho 1
If, then, we have evidence that Sappho's poetry was composed in accordance with oral traditional verse-structuring techniques and the patterned usage of oral-formulaic phraseology, and we know that poetry of Sappho's period was much more commonly transmitted through performance than via textualization, it would seem that we ourselves should default to interpreting her poetry not as works of a literate composer creating texts to be read privately but as pieces of art that were meant to be interpreted primarily through the traditional context of oral performance with all of its attendant strategies for aesthetic expression. And as an example of just how stark the interpretive difference can be if we drop our literate presuppositions and move closer toward this more realistic poetic scenario, I would like to close with a renewed examination of the first (as well as longest and most complete) poem in the Sapphic corpus. Much of the poem has already appeared as evidence throughout this essay, but I provide it here in the full form which has come down to us (with the third and fourth lines again split apart): she shall pursue; if she does not accept gifts, why, she shall give them instead; and if she does not love, soon she shall love even against her will.' Come to me now again and deliver me from oppressive anxieties; fulfil all that my heart longs to fulfil, and you yourself be my fellow-fighter.)
Whether this poem was conceived as a personal prayer or as a hymnic effort has been debated in the same manner as the general performance contexts for Sappho's poetry, 43 but ultimately the uncertainty here lies in the fact that both forms draw on the same traditional typescene structure that is common not only in early Greek epic but also in lyric, with over twenty examples able to be drawn from archaic non-epic poetry. 44 That such structuring pervades lyric as well as epic provides yet another indication of traditional interaction between the different art forms, but it also allows us to observe important differences in the ways that varying genres were able to make use of the same traditional material and techniques. The first of these differences becomes apparent immediately: in a Homeric prayer, the type-scene is always introduced by the praying individual first making a prayer-related gesture-usually involving the raising of hands -and the poet also using specific verbs (for example, εὔχομαι or ἀράομαι) to indicate that a prayer is about to occur; in many cases there is also an indication as to which deity is about to be addressed. 45 In Sappho 1, the audience has none of this context to assist in interpreting the prayer. Instead, the original audiences would have been forced to draw upon the immediate performance context, their previous experiences with Sappho's poetic tradition, and possibly their own acquaintance with Sappho's particular compositions in order to interpret each new piece of information as it came forth in the poem. Whereas Greek epic tends to be determinative and direct the audience members' interpretation through previous and subsequent narrative context, Greek lyric was by necessity a more privately participatory experience with poets having less ability or desire to steer audience members' individualistic interpretationsinterpretations that were not limited by traditional compositional techniques but enabled by them in the first place.
Nevertheless, Sappho's audience did not have to wait long for the patterned prayer typescene to make itself clear, as the poem opens immediately in the traditional manner of a request for divine assistance by invoking the goddess Aphrodite in a string of epithets (lines 1-2). Of these epithets, ποικιλόθρονος is the most interesting, not only because the introductory word helps set the tone for the entire poem but also since it is the one word from this poem that is most disputed in meaning. The traditional interpretation of the word has been "elaborate-throned," a meaning supported by similar descriptions in Homer: 46
Od. 1.130-32: αὐτὴν δ' ἐς θρόνον εἷσεν ἄγων, ὑπὸ λῖτα πετάσσας, καλὸν δαιδάλεον· ὑπὸ δὲ θρῆνυς ποσὶν ἦεν. πὰρ δ' αὐτὸς κλισμὸν θέτο ποικίλον. . . .
(And leading her, he seated her upon a beautiful, elaborate chair, spreading out a cloth underneath, and under her feet was a footstool.
For himself he set an elaborate couch beside her. . . .)
Il. 18.389-90: τὴν μὲν ἔπειτα καθεῖσεν ἐπὶ θρόνου ἀργυροήλου καλοῦ δαιδαλέου. . . .
(He then seated her on a beautiful and elaborate silver-studded chair. . . .)
However, even though these two examples and others throughout the Homeric corpus describe situations in which goddesses are shown proper respect by being seated upon intricate chairs, 47 the phrases themselves are not exact parallels, and some scholars, such as Lawler (1948) and Burnett (1983:250-51) , have posited a different meaning for ποικιλόθρονος, deriving the compound not from the noun θρόνος but from the word θρόνα ("flowers embroidered on cloth," "herbs used as drugs and charms" [LSJ: s.v. θρόνον]) and thereby defining ποικιλόθρονος as something like "elaborately clad with love-charms." 48 As with the other interpretation of "elaborate-throned," this derived meaning would also be well-suited to Aphrodite's character and is supported by a passage from the Iliad (22.440-41): 49 ἀλλ' ἥ γ' ἱστὸν ὕφαινε μυχῷ δόμου ὑψηλοῖο δίπλακα πορφυρέην, ἐν δὲ θρόνα ποικίλ' ἔπασσε.
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46 Supporters of this meaning include Page (1955:5) , Cameron (1939:2) , and Greene (2002:86) . 47 Od. 1.130-32 involves Athena being given her proper seat by Telemachos, and in Il. 18.389-90 Thetis is seated by Charis (a wife of Hephaistos and therefore parallel to Aphrodite herself).
48 Skinner (2002:67) also entertains this possibility in her discussion of the poem. 49 Burnett draws from narrative context to support this reading (1983:250-51) : "An Aphrodite addressed as 'elaborate-throned' would have to divest herself of her epithet almost as soon as it had been bestowed, since it is not a description that could follow her into the scene of epiphany. Flowers, on the other hand, are almost required by that central scene, since they are the chief ingredients in the sort of amorous magic that Aphrodite there promises to work." (But she was weaving a web in the inner recess of the high house, a bright double robe, and on it she sprinkled elaborately embroidered flowers. 50 ) So scholarship on this poem has, in general, focused on one of these two possible interpretations for ποικιλόθρονος, accepting it either as a term related to the respectful seating of the goddess in an arrival scene or as a particularized epithet illustrative of Aphrodite's magical powers. 51 Either of these interpretations is, of course, possible-especially if we were to accept a primarily text-based context for poetic composition and transmission-however, neither suggested meaning harmonizes completely with traditional practices. In neither case do we have cited phraseological parallels occurring in traditionally appropriate colon-length positions. The usage at Iliad 22.441 of θρόνα ποικίλ' requires a verb to fill out the remainder of the lineending colon, while the parallel phrases for "elaborate-throned" do not even fall within a single line. Additionally, if one wishes to see the reception of a guest as being referred to-or perhaps predicted by-ποικιλόθρονος, there is the additional difficulty of the placement of this detail so much earlier than the arrival scene in the poem, since the seating of a guest usually takes place only after the actual greeting by the host. 52 However, in an oral traditional poetic environment there is a third interpretative possibility for epithets, since they are not always specific, contextaware modifiers but are often metonymic pathways that index the entire set of traits and actions that have been traditionally encoded for a given individual's character. 53 It is true that ποικιλόθρονος does not occur elsewhere in Greek poetry, thus perhaps calling its "traditional" nature into question; nevertheless, we should at least allow for the possibility that this opening word of the poem is not meant to do anything but refer metonymically to the totality of Aphrodite's character by means of a specific trait, whatever that characteristic might actually be. A reference to seating or flowers may or may not have been completely irrelevant to the poet and audience; however, the important fact is that Aphrodite is named immediately by means of an epithet that Sappho's audience would recognize-regardless of the specific interpretation by the individual audience members-and that this word together with its further elaboration by other descriptive epithets thus allows Sappho to complete the first element involved in the traditional prayer type-scene-that of identifying the divinity to be asked for a favor.
After further establishing a traditional prayer context through her employment of the conventional verb λίσσομαι ("entreat"), Sappho completes her first stanza by narrowing the focus even further by establishing that this particular prayer will concern the mitigation of love's anguish. At this point, the poet then provides in rapid succession three separate markers that a tradition-aware audience would immediately have interpreted as indicators of this prayer's eventual success. The first of these markers occurs on a more general level, as Sappho now embarks upon the depiction of a previous epiphany provided by Aphrodite, the mentioning of which helps to forge a link between petitioner and divinity. In Homeric prayers, there are thirteen similar narrations of previous interactions between petitioner and divinity, and in each case there is a successful outcome for the prayer. 54 In addition, within the transition from her general request for help to this former appearance of Aphrodite, Sappho includes two further forecasters of success by employing αἴ ποτα (line 5) and ἔκλυες (line 7). The phrase αἴ ποτα is a dialectal variant of εἴ ποτε, a phrase that I have elsewhere shown to have strong connections with successful prayer and supplication within the Homeric epics and Hymns. 55 Forms of κλύω also forecast success in Homeric prayers, as all 12 uses of the verb in prayers-similarly always occurring in a line-initial position-result in divine favors being granted. 56 So here Sappho seems to be using at least three conventional signals to imply a favorable response to her prayer, with these signals only being effective because of their repeated usage within recognizable poetic environments in either the epic or lyric traditions. We do not need to assume along with Rissman (1983) that such elements are meant to remind the audience of specific, fixed scenes from within the Iliad or Odyssey, or that their usage is even meant to bring to mind epic contexts more generally. Given that such standardized prayers appear outside of the epic tradition in lyric-and perhaps even in undocumented prayers from daily life in Greecethe much greater possibility is that these markers of successful prayers were just as at home in non-epic environments as they were in Homeric poetry. The specific indication of a successful prayer may have been more likely to come from epic environments with its ability to direct interpretation through ensuing narrative, but the overall extralexical meaning for the signals necessarily drew from repeated employment within each of the different poetic traditions that were not always parallel but instead interacting with each other through the shared experiences of poets and audience members.
On the other hand, even though these traditional signals within Sappho's prayer may be similar to those of epic, their employment and implied meaning again work in a fashion quite
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54 See Lang 1975 for an extended treatment of the different relationships that can be called upon within Homeric prayers and their effects upon the prayers' results. This direct tradition-enabled link between concrete services offered in the past and a successful prayer thus seems to offset the individual importance that Burnett (1983:253) imparts to Sappho's description of personal epiphany with her remark that "ordinarily, when a petitioner makes reference to past benefactions, he does so in terms as vague as possible, which is only common sense, since he does not want to offer any point that might be challenged or denied." The question of specificity in Homeric prayer is not one of what the petitioner wants to avoid saying but rather what the individual has the ability to say truthfully.
55 See Garner 1996 . See also the related usage of εἴ κοτε at Callinus 2. 56 The occurrences are at Iliad 1.37, 1. 451, 5.115, 10.278, 16.514, 23.770; Odyssey 2.262, 3.55, 4.762, 5.445, 6.324, and 9.528. different from the corresponding elements in Homer. Such predictive elements in lyric rely much more heavily than do their epic counterparts on the audience's awareness of traditional meaning in order to fill narrative gaps of indeterminacy, 57 since those gaps of interpretation must be filled not only within the poem itself but also beyond it. Therefore, when Sappho's poem reaches its end without Aphrodite's reaction being provided, audience members who draw from their knowledge of similar usages of these markers in previous traditional contexts will likely reach the conclusion that Sappho's prayer was successful. If, on the other hand, there is an individual who is unaware of such associations, the gap of indeterminacy widens and the task of interpretation becomes even greater.
In the scene of Aphrodite's arrival (lines 6-14) that these successful prayer markers help to introduce, several similarities have been observed-most notably by Svenbro (1975) , Rissman (1983:9-10) , and Winkler (2002:44-53 )-with an episode at Iliad 5.720-72 where Athena arms for battle, has her chariot and horses readied, and travels down from Olympus to earth. In addition to the thematic context shared by both poems of a goddess coming to the aid of a mortal, there are two phraseological parallels that occur: 58 δάμνησι (746) ~ δάμνα (3), and πύλαι μύκον οὐρανοῦ (749) ~ πάτρος δὲ δόμον λίποισα (7). However, rather than seeing these phraseological similarities as direct evidence for Sappho's adaptation of a preexisting Homeric episode for a specific personal purpose, 59 it seems preferable-especially in light of our findings that formulaic phraseology can indeed be shared traditionally among different meters and genres-to view these expressions as traditional elements employed similarly for two fullblown scenes of a divinity's arrival. This reading is bolstered by the fact that Sappho's arrival scene also shares phraseological similarities with other Homeric scenes having nothing to do with Iliad 5.720-72 in particular. πύκνα δίννεντες πτέρ' (11) is comparable with Odyssey 2.151 (ἔνθ' ἐπιδινηθέντε τιναξάσθην πτερὰ πυκνά) and αἶψα δ' ἐξίκοντο (13) resembles Iliad 5.367 (αἶψα δ' ἔπειθ' ἵκοντο . . . ). 60 Also important is the usage of περὶ γᾶς μελαίνας (10), since, as Harvey has shown (1957:216-17) , γῆ μέλαινα was undoubtedly a fixed element of traditional poetic diction within the sphere of lyric poetry. 61 57 The term is Iser's (1971) and was used in its original form with respect to implied readers of texts, but Foley has well applied the concept to oral traditional texts also (1991:espec. 38-95 After yet another traditional referencing of Aphrodite in line 14 with μειδιαίσαισ' ἀθανάτωι προσώπωι (cf. h. Hymn 10.2-3: ἐφ' ἱμερτῷ δὲ προσώπῳ / αἰεὶ μειδιάει), Sappho goes on to report Aphrodite's earlier speech to her, moving quickly through indirect to direct speech. Here, the traditional nature of the actual vocabulary within the goddess's words is less readily apparent, as fewer parallels to phraseology in early Greek poetry can be found. However, not only does the phraseological structuring of the passage stay within traditional expectations, but here we also have several rhetorical features that are most easily explained as byproducts of an oral performance context for either this poem in particular or this type of poetry more generally. For instance, in recognizing the similarity between Aphrodite's words and incantation, Segal (1974:148) has made note of the triple recurrence of δηὖτε with its ritualistic effect of repetition, as well as several other traditional features of incantation located specifically in the direct speech of the goddess (149):
Aphrodite, appropriately, speaks in a language which itself imitates the incantatory, hypnotic effect of love's thelxis. That effect depends on the repetition of the simple sentence structure ("if she flees, soon she will pursue; if she doesn't receive gifts, she will give them; if she doesn't love, soon will she love . . ."). The rhythmical echo between the first and third lines, ταχέως διώξει . . . Additionally, Cameron (1939:8-9 ) has observed that the antithetical form of expression found here is paralleled by magical papyri that, although greatly separated from Sappho in time, "preserve old formulae and in this matter tradition was strong." Finally, Aphrodite's words end with κωὐκ ἐθέλοισα, referring to a female who does not wish to be pursued. This phrase resonates traditionally alongside usages of οὐκ ἐθελ-such as those found in Homeric epic where an individual is placed in an unhappy situation against his or her will 62 and is quite striking as a traditional phrase because of its conventionally enhanced use of the verb ἐθέλω rather than the usual Lesbian form θέλω. 63 After Aphrodite's speech, Sappho then concludes her prayer with a restatement of her wish for divine assistance and does so in traditional manner. First, we have a verbal echo of the wish that led into the scene of epiphany-ἀλλὰ τυίδ' ἔλθ' (5)-in ἔλθε μοι καὶ νῦν, a phrase that effects a sort of ring composition framing the appearance of Aphrodite. Next, there is the exhortation ὄσσα δέ μοι τέλεσσαι / θῦμος ἰμέρρει, τέλεσον (26-27), which is quite similar to a formulaic statement found three times within the Homeric corpus : τελέσαι δέ με θυμὸς ἄνωγεν, / εἰ δύναμαι τελέσαι γε καὶ εἰ τετελεσμένον ἐστίν. Finally, we should observe that the placement of these two commands as well as that which ends the poem-σὺ δ' αὔτα σύμμαχος ἔσσο (27-28)-follow the traditional structuring of prayers both in Homer and in early Greek poetry in general, where the ultimate wish from the petitioner comes only after the reference (if one occurs) to past interaction between mortal and divinity. From beginning to end, then, Sappho 1 is a work wholly indebted to oral traditional poetic techniques in terms of its phraseological thematic structuring, its rhetoric, and even its extralexical encoding of formulaic phraseology, and it was the combination of Sappho's individual poetic talents with these traditional possibilities that imparted such a powerful impact to her verses. Of course, some traditional aspects of the poem are now more easily observable than others-and many specialized meanings will remain hidden altogether-since the further we are removed chronologically and culturally from the poem's original performance contexts and their ambient, dynamic tradition, the more obscured some traditional elements become. Nevertheless, recognizing these traditional characteristics and meanings for what they were can still help us approach that much closer to appreciating Sappho's poetry on the same terms that it must originally have been understood within its original sixth-century Lesbian context.
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